some of his positive recollections relating to previous stays in Mozambique back in the days of colonialism. This rather conservative and nostalgic point of view causes astonishment. However, it could also be assumed that perhaps the context of a press conference was not the proper place for speaking about such an issue since it did not provide the right setting and preparation for the demanded apology. Was the response by Cavaco Silva then appropriate? Did it not ignore the experience of the victims of this or other violent excesses, and the violence of the 'colonial situation' in general? 2 About ten years before, the documentary film Return to Wiriyamu directed by Felícia Cabrita and Paulo Camacho proposed a different perspective on the subject eschewed by Cavaco Silva. 3 This Portuguese film production deals with the massacre of Wiriyamu (northern Mozambique, Province of Tête) conducted by Portuguese troops on December 16, 1972 and brings together one of the perpetrators and some of the survivors. 4 As this paper will show, this film and its background provide the opportunity to reflect and think about the complexity and ambiguity of postcolonial and apologetic contexts. The two situations mentioned allude to a broader context, where the discussion of the colonial past and connected experiences of violence has become an important issue in most societies of the former European colonial powers. These debates are not restricted to academic discourse but also withdrawing from its overseas territories. 9 The out-dated permanent exhibition at the Musée Royal de l'Afrique Central in Tervuren, near Brussels, still holds a rather colonialist view on the history of the Congo, and hence provoked discussions regarding the mass murder in Belgian Congo that took place around 1900.
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In Portugal, discussions about the colonial past can be observed as well even if they are shaped in a specific way. 11 Since the 1990s, mainly veterans of the decolonisation wars have been publishing an increasing number of memoirs and historical accounts. Over the last decade, the growing willingness of veterans to speak about their experience in the wars of decolonisation in the media -which, at the same time, became more open for these debates -has fostered an intensive and ongoing discussion about the colonial past in Portugal. This phenomenon also extends to the film production since there is a continuously increasing number of documentaries and fea-ture films dedicated to the wars of decolonisation. 12 Many of them can be perceived as interventions in a context, where speaking about the 'colonial war' constitutes a difficult issue and often creates polemical debates. It is evident that many of the debates and studies mentioned focus on the consequences of colonial history, decolonisation and postcolonial immigration into Europe. At the same time, there is only little reflection on memory politics in the African context, 13 where the colonial past -more than postcolonial excesses of violence committed by the independence movements against political opponents and other parts of the populations 14 -is also an object of public and political discourse. 15 Moreover, if then the examination of African memory politics proves to be a rare topic of academic discourse, the analysis of postcolonial memories situated between Europe and Africa transcending national boundaries, and being appropriated by different and sometimes competing social groups, really turns out to be a future task. 16 This article contributes to this rather unexplored field. Its focus lies on an apology for past wrongs in the lusophone context, namely Mozambique and Portugal, and its filmic representation. The following case study sheds new light on the postcolonial negotiation of transnational memory; a process that takes place not only in the realm of official bilateral relations, but to which members of civil society such as veterans, survivors and journalists make their contribution. To grasp this complex issue, the article ana- The film is a striking example for showing that it is important to consider the procedure and effects of apologies, not only on the macro level of inter-state relations, but also on the micro level of social interactions. On this level, the physical wounds, emotions, and persisting images of the former adversaries that often continue to shape the relationships between perpetrators and victims up to the present, can be re-negotiated. To observe how the moment of the apology emerges in particular situations, and to analyse the specific elements that are constitutive to such interactions, provides knowledge and understanding of apologies for past wrongs and related dynamics along with new insights. For my argument, I am specifically interested in addressing two levels of analysis: the first explores the background of the making of the film drawing on an in-depth interview with the Portuguese journalist Felícia Cabrita; the second level deals with the specific perspective in which the film visualizes the encounter of both perpetrators and victims. In other words, how does the film proceed when translating a process in which people meet that were on opposing sides during the war of decolonisation into moving images? I argue that there is a complex relation between the two levels because seemingly both personal and filmic memory are connected to particular contexts, truths, and related objectives.
My examination starts with a brief overview of the concept of apologies for past wrongs in postcolonial settings. In sketching out some cases, it will become clear that there is still a great lack of approaches researching apologetic contexts at the level of social interactions and in relation to media representations. Subsequently, I outline the process of democratisation in Portugal and explore the attempts of transitional justice that occurred right after the revolution in 1974. This will provide the background for an indepth analysis of the documentary Return to Wiriyamu. The main parts of the paper constitute an analysis of an interview I conducted with Felícia Cabrita in July 2010 and an examination of some of the central scenes of the documentary. To conclude my analysis, I draw on some newspaper articles that point to the reception of the film in Mozambique and Portugal.
APOLOGIES FOR PAST WRONGS ON THE MACRO AND MICRO LEVEL
One astonishing part in the documentary Return to Wiriyamu is the sequence, in which one of the perpetrators of the massacre comes back to the crime scene and meets with some of the survivors. In this encounter, the former Portuguese officer apologises for the deeds of the unit that committed the massacre. Even if this particular apology is in some ways unique, it can be related to similar attempts in postcolonial contexts. However, all these apologies are embedded in specific frameworks, as the following brief overview will show. One of the functions of apologies for past wrongs consists of demonstrating that a state, a social group or an individual holds at the time the apology takes place different values than from those held in the past when certain acts were committed. As Robert Weyeneth observes, In the context of international politics, the specific language of apology in postcolonial contexts often emerges due to questions of material compensation. The centenary of the outbreak of the annihilation war against the Herero in German South-West Africa was commemorated in 2004. It provided the reason for Heidemarie Wieczorek Zeul, then Minister for German development cooperation, to visit Namibia. In Okakara, the place where the war against the Herero had started, she gave an official speech that did not include an apology. However, she did add an important sentence: "Everything I said in my speech was an apology for crimes committed by Germany."
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Until then, the German government and the Foreign Office had avoided an apology due to claims of reparations that were already in course. 22 Officials stated that Germany already supported Namibia with a great amount of money in development cooperation. The Herero who attended the ceremony in Okakara were satisfied with the words and the contrition expressed The gesture of shaking hands thus can be a sensitive issue that at least in this case does not have a clear 'message'. As it turns out, being on television and therefore addressing a wide audience can create tensions and contradictive emotions due to presupposed expectations on the part of oneself, the other participants and the viewers. Furthermore, there are other questions arising: Can such problems to be resolved in public? Is this helpful? Or should these sensitive issues rather be treated in a setting that would respect the privacy of the victims and therefore not pressure them? It is, however, difficult to judge the television program solely from the analysis by Smyth. Donna Hicks, who was one of the participants, describes another issue of the program Facing the Truth, which in her view turned out to be successful. Though, she carefully admits:
"Even if one creates the right conditions for healing and reconciliation, not everyone is ready for it. There are steps along the way that are more difficult for some than Private property was mostly nationalized and claims for indemnity were about to be filed. However, this was "an unrealistic objective and the claims were never 33 This is not only due to economic factors but also to the general political situation in Mozambique. Although a multiparty system was introduced in the 1990s, it still remains a difficult task to discuss the colonial past or processes of the
attempt to bring some of them together with a perpetrator of colonial violence would bring 'positive' results more easily. On the contrary, it seems that staging an apology for the filming of a documentary also turns out to be a problematic issue. It not only causes potential constraints on the participants imposed through the medium and seemingly forces apologies. It probably also constitutes the non-visibility of some interactions that took place but were either not filmed nor included in the final edition of the film.
TRANSITIONAL JUSTICE IN PORTUGAL'S POST-REVOLUTIONARY PERIOD
Following is a brief overview of the historical circumstances that characterised the post-revolutionary period in Portugal. It will discuss the transition from authoritarian rule to a democratic government as a troubled process where different approaches were chosen in order to achieve a solution that provided the conditions for a long lasting compromise forming the basis for the Portuguese republic. What is of interest here is the issue of "how societies address legacies of past human rights abuses, mass atrocity, or other forms of severe social trauma, including genocide or civil war, in order to build a more democratic, just, or peaceful future". 34 The background information provided here sheds some light on the unfinished process of transitional justice in Portugal that continued to inform the socio-political situation in the 1990s. This too affected to some extend the reception of the documentary film Return to Wiriyamu as will be shown below. The authoritarian regime of António de Oliveira Salazar lasted for about four decades. Since the beginning of the 1960s, several independent movements challenged its power in the African territories because the Estado post-revolutionary period. Frelimo is still the most powerful party and tries to exercise control over the narratives of the past, be it colonial or socialist. M. When the revolution took place, there was only a small opposition to the regime; but this was sufficient to create a critical situation of political radicalisation. The resulting political instability characterised the transition to democracy. Whereas the Movimento das Forças Armadas (MFA, Movement of the Armed Forces) solely aimed at stopping the war in the colonies, left wing groups demanded immediate decolonisation and the transfer of power. 35 In the period of transition from 1974 to 1976, one finds attempts to purge the institutions and the people that collaborated with the authoritarian regime. 36 Compromised mayors, civil servants, headmasters of schools and universities were ousted from office; censorship was abolished; agents of the secret police Polícia Internacional e de Defesa do Estado (PIDE) were arrested and waited for their judgement in prison. There was also a significant change in the Armed Forces: Generals, officers and other ranks in the Army, Navy and Air Force were purged and a new generation of young militaries entered the institution.
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One of the most important reactions to the purge (led mainly by centre/left wing militaries and politicians) was an attempted coup on November 11, 1975 planned by right wing militaries. This incident marked a turning point in domestic politics in Portugal. From this moment on, issues like "reconciliation" and "pacification" were emphasised by the politics of the government. Consequently, agents of the secret police that had been imprisoned after their arrest were not convicted but freed and reintegrated into the society. The militaries that were admittedly removed from their positions were not made responsible war crimes that they had possibly commit- Therefore, those responsible for crimes like the massacre of Wiriyamu were not sentenced. This strategy to grant amnesty is well known in transitional settings where newly emerging political players are still dependent on actors of the old regime, in this case the armed forces. Still, it caused an unresolved situation, were questions of guilt were suppressed. Like the 'colonial war' in general, soldiers involved in excessive violence were hence not considered a topic for public debate. Particularly in the 1990 public attempts to discuss certain incidents of the colonial past and their complex and ambiguous consequences slowly started to surface. This also extended to economic developments and social questions like the repatriation of Portuguese settlers from Angola and Mozambique after 1975. 42 The documen- This also holds true in the broader societal context of Portugal where, after 1974, inconvenient episodes of the wars in Africa were often silenced and kept away from the public. Therefore, speaking to the militaries who conducted the massacre and finding the survivors in order to record their testimonies would provide material to contest the way the wars in Mozambique and elsewhere were historicised.
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After having investigated information available about the massacre and after meeting some of the Portuguese soldiers involved in it, Cabrita encountered Antonino Melo who had commanded this operation. While others talked about the committed violence without feelings of regret, the reaction of Melo was different: The emotional state Melo was in, even two decades after the massacre had been committed, pointed to "a sense of remorse, regret, or sorrow that accompanies admission of a wrong". 52 Following the journalist, this constituted an important condition for his later participation in the documentary. Additionally, the recognition of an offense is often a first step in a process leading to a possible apology that can motivate gestures of forgiveness or even a process of reconciliation. When Cabrita had spoken to the Portuguese soldiers, she decided to go to Mozambique in order to search for the survivors of this extremely violent incident. She succeeded in finding some of them. Her encounters and interviews with the survivors resulted in an article published in the weekly Expresso. 53 Cabrita's commitment in 1992 constitutes an important element in the later process of the production of the documentary film; it enabled her to establish relationships with persons in Portugal and Mozambique who had experienced the violence of Wiriyamu. 54 This social interaction was a crucial basis for the making of the film and consequently provided the framework within which the apology of Antonino Melo would take place. It is, however, important to bear in mind that without the decision of the television channel SIC to invest in the film project, hardly anything would have happened.
The project was proposed to SIC as a part of the series Grande Reportagem by Felícia Cabrita and Paulo Camacho, when the 25th anniversary of the massacre was approaching. 55 Therefore, I was very cautious and his name was always hidden. We went along with him pretending that he was our cameraman. Because we had two cameramen, one Portuguese and one from Mozambique that was also working for SIC." 59 This kind of approach is of course highly ambiguous. On the one hand, Antonino Melo belonged to a unit of the Commandos involved in a war crime and had never been prosecuted for it. On the other hand, he was the only one of the Portuguese soldiers who had shown regret, was willing to go to Mozambique and to be confronted with the past. However, this obvious and inevitable dilemma has to be seen in the context of the film, where a kind of exculpation of Antonino Melo is proposed, as will be shown below. In 1998, the film team went to Mozambique and filmed in Maputo, Beira and in Tête, at places connected to the biography of Antonino Melo. This included places such as the school he went to, the hotel where he spent his honeymoon, and the house in Beira where he used to live as a child. Then, in and near Tête, the team split up. While Paulo Camacho, the cameraman Karl de Sousa and Antonino Melo were filming at sites around Cahora Bassa, at the river Mazói, and at other locations, Felícia Cabrita and the other cameraman Paulo Cepa were searching for the survivors: whether a journalist has the capacity, the skills and time to prepare people who suffer from traumatic experiences, for an encounter with a perpetrator. Nonetheless, the survivors accepted to speak with her about the massacre; and despite the preliminary work and judging the potential consequences for Antonino Melo, it was all a risky task. Moreover, it was difficult to foresee the consequences for him in such a situation, as this was no "officially promoted truth recovery mechanism" 63 but only a television project without the approval of the Mozambican authorities. At this point, it is important to mention two further aspects: first, Antonino Melo, as other former combatants of the 'colonial war', had already begun a psychological treatment with the well-known psychiatrist Afonso de Albuquerque before the work on the documentary had started. 64 Secondly, regarding the victims and their preparation for the meeting with the perpetrator there is little information accessible. It can be presumed that they drew on the general background of national reconciliation in Mozambique when they were faced with the situation of how to deal with the presence of Antonino Melo and the film team. When the day of the meeting arrived, the teams made an appointment at the memorial of Wiriyamu. Until that particular moment, the protagonists in the film -the victims and the perpetrator -had only spoken about their experiences separately in the presence of a journalist, the camera, and the cameraman. The encounter was thus a particular situation because it implied a personal face-to-face confrontation between victims and the perpetrator, who had not met before.
When remembering the encounter between the survivors and Melo, Felícia Cabrita foregrounded three aspects. The first is connected to her personal experience and her work as a journalist. At the moment when Melo approached the group standing next to the monument and started to introduce himself as the commander of the troops that had committed the massacre, […] Because they knew that this man had destroyed their families." 67 In this statement, the ambiguity regarding Melo as a brutal perpetrator becomes evident. The monstrousness of the soldier as a killing machine is humanized. The gesture of embracing described by Cabrita underscores this view. It is however not evident that this is a gesture of forgiveness. 68 One can presume that her reaction demonstrates mainly how grateful she is for not having been murdered. However, the question whether she forgives Melo for murdering parts of her family, is not explicitly mentioned and therefore remains open. The third aspect emphasised by Cabrita has to do with the local Chief. After Melo did apologise and after the spontaneous reaction of the girl, it was the Oldest to express his view regarding the apology brought forward by Melo. for the beginning of a process of dialogue and acknowledgment, because there are no convincing signs and expressions of forgiveness or reconciliation.
In Cabrita's view, the apology of Antonino Melo was well received and accepted by the survivors. Therefore, the journalistic practice, the documentary film work and the interaction with and between the different actors involved in this process apparently had a positive outcome. She remembers that on the day after the encounter Melo was spending time with the survivors on their machambas (vegetable garden, small territories for subsistence agriculture), looking at the cattle and having lunch with them. It seems that "he had become a family member from one day to another".
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This comment suggests a constructive effect of Melo's apology on the survivors who welcomed him and got along with him. It is however necessary to question this perspective, ask for other reactions to the apology of Antonino Melo, and explore if his gesture led to forgiveness or even reconciliation. In order to do this, it will be necessary to analyze not only the making of the film but also the film in its final version as broadcasted on the television channel SIC in November 1998.
The edited version
In order to reconstruct the historical events, the documentary Return to Wiriyamu relies mainly on personal accounts of eyewitnesses. The central figures of the film are the officer Antonino Melo who commanded the massacre and the surviving victims of Wiriyamu. The film is structured as follows: In the first part, it focuses on the biography of Melo, in particular on his childhood, youth and early manhood. These stages in his live are connected to places in Maputo and Beira. Furthermore, his military education is highlighted in order to explain the ideological background and cultural context Melo's generation was influenced by. In this section, a considerable amount of footage is used. Towards the second part of the film, the team gets closer and closer to Tête. There, the encounter takes place at Wiriyamu and Melo apologises for his deeds to the survivors of the massacre. Afterwards, the documentary brings together different points of view in order to reconstruct the massacre of Wiriyamu without any reference to archival im-70 Interview Cabrita.
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ages. Among the collected voices are the testimonies of survivors, Spanish fathers and sisters of the mission in Tête, former colonial soldiers, and of Antonino Melo. Consequently, within the structure of the film the narrative gains a new dimension: the monologue of Antonino Melo is enriched by northern-Mozambican voices that give a view on the experience of the victims. Through the video interviews, the survivors are able to tell an experience firsthand that until then was just known to the public through the mediation of Spanish missionaries, a few newspaper articles, and scarce historiographical accounts.
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The encounter between Antonino Melo and the survivors took place at the memorial for the victims of Wiriyamu. Melo reaches the place by car and after leaving, the camera follows him while approaching the group waiting for him. Here, a deep synthesiser sound is introduced and creates suspense. Melo joins the group and since everyone knows about the purpose of the meeting, he comes straight to the point using the following words:
"Good day. You are the Oldest? Many years ago, I was the commander of the Commandos that came to this village and killed a lot of people, like you remember, at that time we were all young and got orders from our generals to come here and kill the villagers. 25 years later I am here again, I want to honour the dead, those who died that day, and I would like to apologise to the survivors for everything that happened."
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In his statement Melo mentions different aspects. First, he chooses to address Baera, the Oldest, whom he thus considers the most important person in this situation. The Oldest here is probably seen as a respected person with authority and decision power. Supposedly, there are hopes by Melo that if Baera would forgive him, the other survivors would follow his way. A second point consists in acknowledging the mass murder of the villagers in 1972 -an important point, since the Portuguese Armed Forces had officially denied the killing of the 400 people. 73 But Melo does not fully admit his guilt. Instead, he expresses his leading role in the incident using the third person plural to indicate that he was part of a military unit that committed the massacre. Thus, he avoids connecting a specific deed to his very person. Thirdly, he makes a distinction between his identity as a young man and soldier that aims at attributing the guilt to the Commander-in-Chief or other commanders and therefore to factors that he as an individual obviously could not influence because he and the commandos unit were only 'following orders'. Furthermore, he tries to introduce a broader human practice that respects the memory of the dead. This appears to be a universal condition, but in fact one has to be careful here, as perspectives on how the dead are to be honoured might differ in the context of military tradition, religion or in more broader terms of Portuguese and northern Mozambican society and culture. 74 Melo finally states that he returned in order to apologise to the survivors. But an apology is not only addressed at a particular individual or group, it also should include a specification of the wrongs committed. Melo dismisses such clarity by declaring "for everything that happened". Considering the reflections of Smith one would have to problematize the status of this statement as an apology, for it does not correspond to what Smith defines as a "categorical apology". 75 It seems that this is a moment of avoiding to take responsibility. However, the way in which Melo articulates his apology can also be seen in relation to the emotions that appear in such situations: Commonly shame, guilt, embarrassment, remorse, and regret emerge. 76 In the view of Cabrita, as Melo speaks, his "voice is faltering" and he "is ashamed" of the past wrongs. 77 Moreover, it seems that there is another emotion to be considered. Notice that Melo is somewhat aloof as he speaks and that this uneasiness is potentially owed to feelings of prudence and/or fear. Both Felícia Cabrita and the cameraman Karl de Sousa are convinced that Melo was seriously worried about the encounter. He even had an escape plan in case of an attempt of taking revenge. Therefore, the avoidance to designate his particular deeds in the very beginning of the encounter possibly reveals a certain precaution. In this respect, one could also speak of a strategic character that informs the speech of Antonino Melo. After the apology, Baera, the Oldest, answers him in local language, 78 which is then translated into Portuguese by an interpreter who remains invisible:
we don't bear you any grudge, because we know very well that war is war, because it wasn't you alone, it was an order to conduct the massacre here. Now it is necessary that we get along well with you."
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Baera asserts that there is no danger for Melo and sets the frame for a peaceful interaction without vengeance. He acknowledges the situation of war as well as the conditions mentioned by Melo, and is thus following the provided argument of attributing the guilt to others and not primarily to this specific person. However, what follows neither constitutes an explicit acceptance of Melo's apology nor does it express any kind of forgiveness. Instead, the Oldest just points to a future process of getting closer and establishing a good relationship. In his position as authority he obviously proceeds in a cautious manner. Besides the verbal exchange, one has to consider another moment at the beginning of the encounter. After having expressed the apology and having received the answer from the Oldest, Melo moves towards him and reaches 77 Cabrita, Massacres em África, 277.
78 Curiously, while he is speaking, Baera does not appear in a medium close up, as Melo does. Instead, the camera keeps focusing on Melo, in a medium shot/medium close up shot. The voice of Baera is even lowered and an inner monologue by Melo who explains his nervousness is superimposed on the voice that speaks in a local language. out his hand. The offer for shaking hands is accepted by Baera who also moves towards the other. This physical interaction seemingly closes the scene in front of the camera and suggests that the apology might have a positive effect on the future relation between the former aggressor and the victims. Nevertheless, as I have shown above, such a gesture can have various interpretations. Therefore, one could on the contrary presume that there is little empathy here between the protagonists, as they did not embrace. 80 Shaking hands in this case can also signal a gendered dimension of apology due to forms of masculinity that are connected to cultural and different social settings (e.g. military education). Somehow, as they do not show emotions and as the film does not give any further clues of the recorded moment -at the level of the voice over, for instance -it is difficult to understand whether there were other signs and/or gestures of acceptance or forgiveness.
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After Melo's apology, conversations between the victims and the perpetrator took place near the monument where they talked about what had happened on the day of the massacre. The film puts parts of this encounter and parts of the previously recorded interviews with the respective protagonists together in order to reconstruct the massacre. Here, a series of tensions and difficulties become visible.
As Cabrita mentioned, there was one of the survivors who was a bit "nervous". and Vasco Tenente. The case of Vasco Tenente deserves special attention because this specific case allows us to observe how through the use of cinematic montage the different perspectives of the historical event brought forward by each of the participating protagonists come together. Furthermore, Tenente plays a crucial role in complicating the issue of apology that is at stake here. This will also become evident later when analysing the end of the film, where he and Melo appear. The problematic dimension of the encounter is already visible in the scene of the apology, where the camera focuses not only on the interaction between Baera, the Oldest, and Melo, but also observes the face of one of the survivors, Vasco Tenente. The viewers can see his rather hostile facial expression framed by a close up, which emphasises the expressed emotional state associated to feelings like non-acceptance, anger, or grudge. This reaction of rejection is connected to the fact that he lost his whole family in the massacre. Framed by a medium long shot, Tenente stands in front of Melo and explains: "I am alone, my mother, my brothers died here because of the war. This is the only thing that I can tell you." 83 In the beginning of this section of the film, Antonino Melo explains that there was an order to 'clean up the zone' which meant murdering everyone present there. In December 1972 the systematic murder started, although violent interrogations conducted by the PIDE agents did not reveal any connections between the locals and the Mozambican Liberation Front Frelimo. Melo acknowledges that due to a lack of ammunition it was not possible to kill all villagers by shooting and that it was he who took the decision to gather people in the huts and kill them by throwing grenades into the huts:
"One began to put the people into the huts, in groups, and the soldiers threw grenades in there, either they died burning or the ones that eventually managed to flee were shot." 84 Melo's explanations about the massacre given in the shade of a tree can be seen as a late oral confession that breaks with the conventions of military discipline -turning public a war crime as a former member of the armed to escape were also shot and confirms here that he remembers a child running away during the massacre. As Vasco Tenente says it was not easy to escape from the murdering: "Then, they wanted to kill me and shot at me, I did not count how many times they shot at me." 90 His account is followed again by a statement of the former colonial soldier, who asserts, that he did not try to shoot at a child he saw running away. What remains open in the juxtaposition of these two statements is whether the child Baúque saw was in fact Tenente or another person or whether other soldiers of the Commandos had tried to shot Tenente. In this scene, the perspectives of survivors and perpetrators on the massacre are spliced together in a particular way. The filmic montage of the different testimonies enables to confront the accounts of Vasco Tenente, Melo, and Baúque with each other. But there is no voice off that would explain or guide the viewer's attention to assure the 'truth' of one of the versions. The viewer is left with an impression of uncertainty about whose memories might be right. However, the survivor's testimonies have a strong impact and the film foregrounds, although in a very particular way, the physical marks that the colonial violence had left on their bodies. In this context, their scars provide evidence for the committed acts and authenticate their narratives. Consequently, the film assures that there is no doubt that the Portuguese commandos committed those violent acts. On the other hand, there is an impression that the veterans of the Commandos intend to safeguard the image of the colonial armed forces from crimes like killing children or raping women. Various survivors also address such aspects in the film; however, the perpetrators neither confirm nor deny them directly. 91 In such particular scenes of the film, one is confronted with the fact ta and Camilo de Sousa confirm that it was only when Antonino Melo arrived in The violence at Wiriyamu, it seems, marked also some kind of turning point in the biography of Antonino Melo. His memory of the incident persisted and created feelings of remorse that he wanted to get rid of through the encounter with the survivors. As it turns out, it was he who could not forgive himself whereas some of the villagers showed a reconciliatory attitude. 96 Melo's inner conflict is visualised by the image of the small reposi- 97 In an earlier scene, Melo describes how he and his unit went a second time to the crime scene at the beginning of the year 1973 in order to remove the corpses.
After 'cleaning up', the Commandos got into an ambush. It is suggested that this was an attempt by the Portuguese Armed Forces to kill those soldiers who were not only perpetrators but also eyewitnesses of that massacre. Thus, Melo claims that he was an aim for attack. However, he was only a quasi victim because he eventually managed to dominate the situation. 
CONCLUSION
The analysis shows that the documentary film by Felícia Cabrita and Paulo Camacho is a complex audiovisual articulation connected to specific sociohistorical circumstances of the postcolonial relationships between persons from Mozambique and Portugal. It reflects the sophisticated and ambiguous nature of apologies for past wrongs. Through the critical observation and examination of the micro level of social interaction of this particular apologetic context, the difficulties, ambiguities and emotions connected to this situation were considered. The film and its background exemplify how victimhood and perpetration can be re-negotiated and modified. Simultaneously it also demonstrates how the effects of past wrongs continue to have a persisting impact on relationships between survivors and perpetrators up to the present. The film provided a specific framework for the apology of Antonino Melo, who, as one of the perpetrators, came back to Mozambique and visited Wiriyamu in order to apologise for his deeds to the survivors. Although a respectable and courageous act, the apology situation captured by the film proves to be ambiguous possibly due to the fact that victims and perpetrators had not spoken directly to each other before. In this context, the apology seems to be a starting point rather than the outcome of a common endeavour.
As this analysis indicates, the structure of the filming process and the final media product differ to a considerable extend. Whereas Felícia Cabrita highlights a rather productive outcome, the film centres on the antagonistic positions of Antonino Melo and Vasco Tenente. The confrontation and filmic juxtaposition of the testimonies of Melo, other former colonial soldiers, and the survivors, does not only reveal difficulties in reconstructing the history of the massacre, but they, too, hint at the problematic filmic construction of a 'community of victims'. The film argues to a certain extend that the issue of the massacre is resolved neither between victims and perpetrators nor in relation to the former responsible leading militaries of the Portuguese Armed Forces.
In Portugal, the latter alludes to unfinished processes of transitional justice and is reflected by the subsequent debate, after the broadcasting of the documentary on television that centred on the figure of the former Commander-in-Chief of Mozambique. Several journalists took up the opportuni-
